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TEXT & TRANS LA TIO NS 
Heinrich Isaac 
Missa in festo Omni um Sanctorum 
Introit 
Gaudeamus omnes in Domino 
diem festum celebrantes 
in honore sanctorum omnium 
de quorum solemnitate gaudent angeli 
et collaudant £ilium Dei. 
Rectos decet collaudatio. 
Alleluia and verse 
Alleluia. 
Vox exultationis et salutis 
In tabemaculis iustorum. 
Set), ' J tia 
Pn.. atus potestates virtutes 
Ordines noveni spirituum beatorum. 
Nos fragiles homines 
firmate praecibus. 
Nunc et in aevum 
Vestris simus digni 
solemniis interesse sacris. 
Et angelis socios fecit esse polo. 
Et viduarum sanctarum 
Qmniumque placentium 
Populo supremo domino 
Nunc et perenniter. 
Communio 
Quod vos qui reliquistis omnia 
Et secuti estis centuplum accipietis 
Et vitam aeternam possidebitis. 
R. Murray Schafer 
Epitaph for Moonlight 
Let us rejoice in the Lord 
and celebrate this festive day 
in honor of all saints 
for whom angels solemnly rejoice 
and praise the Son of God. 
it is right to praise the Lord. 
Alleluia. 
Sing welcome and praise 
in the holy temple. 
Powerful and virtuous ruler 
bless the order of spirits. 
Grant we fragile mortals 
lasting comfort. 
Now and in eternity 
may we be worthy 
to be cloaked in your holy blessing. 
And be allied with the angels 
in heaven. 
And may all people 
find rest in your kingdom 
highest Lord. 
Now and forever. 
And now all of you who remain 
are eternally freed from worry 
And possess life everlasting. 
Nu-yu-yul, Noorwahm, Maunklinde, Malooma, Lunious, Sloofulp, 
Shiverglowa, Shalowa,Sheelesk, Shimonoell, Neshmoor. 
Moonlight, Moonspelled. 
Franz Joseph Haydn 
TeDeum 
Te - Jn laudamus: 
te 1:... 1 tinum confitemur. 
Te aetemum Patrem 
omnis terra veneratur. 
Tibi omnes Angeli, 
We praise Thee, 0 God, 
we acknowledge Thee to be the Lord. 
Thee, the Father everlasting, 
all the earth doth worship. 
To Thee all the angels, 
tibi caeli et universae potestates, 
tibi Cherubim et Serapnim 
incessabili voce proclamant: 
Sanctus,sanctus,sanctus 
Dominus Deus Sabaoth. 
Pleni sunt caeli et terra 
majestatis gloriae tuae. 
Te gloriosus Apostolorum chorus: 
Te Prophetarum laudabilis numerus: 
Te Martyrum candidatus laudat 
exercitus. 
Te per orbem 
terrarum sancta confitetur Ecclesia: 
Patrem immensae majestatis: 
Venerandum tuum verum et unicum 
Fili um: 
Sanctum quoque Paraclitum Spiritum. 
Tu Rex Gloriae, Christe. 
Tu Patris sempiternus es Filius. 
Tu ad liberandum suscepturus 
non horruisti Virginis uterum. 
Tu devicto mortis aculeo, 
aperuisti credentibus regna caelorum. 
Tu ad dexteram Dei sedes, 
in gloria Patris. 
Judex crederis esse venturus. 
Te ergo quaesumus, famulis tuis 
subveni, 
quos pretioso sanguine redemisti. 
Aeterna fac cum Sanctis tuis 
in gloria numerari. 
Salvum fac populum tuum Domine, 
et benedic hereditati tuae. 
Et rege eos,et extolle illos usque in 
aeternum. 
Per singulos dies, benedicemus te. 
Et laudamus nomen tuum in 
et saeculum saeculi 
Dignare Domine die isto 
sine peccato, nos custodire. 
Miserere nostri Domine, 
miserere nostri. 
Fiat misericordia tua Domine super 
quemadmodum speravimus in te. 
fu te Domine speravi: 
Non confundar in aeternum. 
to Thee the heavens, and all the powers 
to Thee the cherubim and seraphim ' 
cry out without ceasing: 
Holy, holy, holy 
Lord God of hosts. 
Full are the heavens and the earth 
of the majesty of Thy glory. 
Thee, the glorious choir of the apostles, 
Thee, the admirable company of the 
prophets 
Thee, the white-robed army of 
martyrs doth praise. 
Thee, the holy church 
throughout the world doth confess: 
The Father of incomprehensible majesty: 
Thine honorable, true, and only Son, 
and the Holy Ghost the Paraclete --l?i 
Thou, o Christ, art the King of glc.._, 1  
Thou art the everlasting Son of the 
Father. 
Thou, having taken upon Thee to deliver 
man, 
didst not disdain the Virgin's womb. 
Thou, having overcome the sting of death, 
hast opened to believers the kingdom of 
heaven. 
Thou sittest at the right hand of God, 
in the glory of the Father. 
Thou, we believe, art the Judge to come. 
We beseech Thee, therefore, to help 
Thy servants, 
whom Thou hast redeemed with Thy 
precious blood. 
Make them to be numbered with Thy 
saints in glory everlasting. 
0 Lord, save Thy people, 
and bless Thine iriheritance. 
And govern them, and exalt them for 
ever. 
Day by day we bless Thee. 
And we praise Thy name for ever; 
yea, for ever and ever. 
Vouchsafe, 0 Lord, this day, 
to keep us without sin. 
Have mercy on us, 0 Lord, 
have mercy on us. 
Let Thy mercy, 0 Lord, be upon us, 
as we have trusted in Thee. 
In Thee, 0 Lord, have I trusted: 
let me not be confounded for ever. 
Ralph Vaughan Williams 
Five Mystical Songs 
l. Easter 
Rise, heart; thy Lord is risen. Sing his praise without delays, 
Who takes thee by the hand, that thou likewise with him may'st rise: 
That, as his death calcined thee to dust, 
His life may make thee gold, and much more, Just. 
Awake, my lute, and struggle for thy part with all thy art. 
The cross taught all wood to resound his name who bore the same. 
His stretched sinews taught all strings, 
what key is best to celebrate this most high day. 
Consort both heart and lute, and twist a song pleasant and long: 
Or since all music is but three parts vied, and multiplied; 
0 let thy blessed Spirit bear a part, 
And make up our defects with his sweet art. 
2. J, ,.., t Me Flowers 
I g,._ e flowers to strew thy way; 
I got me boughs off many a tree: 
But thou wast up by break of day, 
And broughtst fhy sweets along with thee. 
The Sun arising in the East, 
Though he give light, and the East perfume; 
If they should offer to contest 
With thy arising, they presume. 
Can there be any day but this, 
though many suns to shine endeavour? 
We count three hundred, but we miss: 
There is but one, and that one ever. 
3. Love Bade Me Welcome 
Love bade me welcome; yet my soul drew back, guilty of dust and sin. 
But quick-eyed Love, observing me grow slack fr9m my first entrance in, 
drew nearer to me, sweetly questioning, if I lackld any thing. 
A guest, I answer'd worthy to be here: Love said, you shall be he. 
I the unkind, ungrateful? Ah, my dear, I cannot look on thee. 
Love took my hand, and smiling did reply, who made the eyes but I? 
Truth, Lord, but I have marr'd them: let my shame go where it doth deserve. 
And know you not, says Love, who bore the blame? My dear, then I will serve. 
You must sit down, says Love, and taste my meat; so I did sit and eat. 
4. The Call 
Come, my Way, my Truth, my Life: 
Such a Way, as gives us breath: 
Such a Truth, as ends all strife: 
Sur· Life, as killeth death. 
Coftte, my Light, my Feast, my Strength: 
Such a Light, as shows a feast: 
Such a Feast, as mends in length: 
Such a Strength, as makes his guest. 
tibi caeli et universae potestates, 
tibi Cherubim et Seraphim 
incessabili voce proclamant: 
Sanctus, sanctus,sanctus 
Dominus Deus Sabaoth. 
Pleni sunt caeli et terra 
majestatis gloriae tuae. 
Te gloriosus Apostolorum chorus: 
Te Prophetarum laudabilis numerus: 
Te Martyrum candidatus laudat 
exercitus. 
Te per orbem 
terrarum sancta confitetur Ecclesia: 
Patrem immensae majestatis: 
Venerandum tuum verum et unicum 
Fili um: 
Sanctum quoque Paraclitum Spiritum. 
Tu Rex Gloriae, Christe. 
Tu Patris sempitemus es Filius. 
Tu ad liberandum suscepturus 
non horruisti Virginis uterum. 
Tu devicto mortis aculeo, 
aperuisti credentibus regna caelorum. 
Tu ad dexteram Dei sedes, 
in gloria Patris. 
Judex crederis esse venturus. 
Te ergo quaesumus, famulis tuis 
subveni, 
quos pretioso sanguine redemisti. 
Aetema fac cum Sanctis tuis 
in gloria numerari. 
Salvum fac populum tuum Domine, 
et benedic hereditati tuae. 
Et rege eos,et extolle illos usque in 
aeternum. 
Per singulos dies, benedicemus te. 
Et laudamus nomen tuum in 
et saeculum saeculi 
Dignare Domine die isto 
sine peccato, nos custodire. 
Miserere nostri Domine, 
miserere nostri. 
Fiat misericordia tua Domine super 
quemadmodum speravimus in te. 
fu te Domine speravi: 
Non confundar in aetemum. 
to Thee the heavens, and all the powers 
to Thee the cherubim and seraphim ' 
cry out without ceasing: 
Holy, holy, holy 
Lord God of hosts. 
Full are the heavens and the earth 
of the majesty of Thy glory. 
Thee, the glorious choir of the apostles, 
Thee, the admirable company of the 
prophets 
Thee, the white-robed army of 
martyrs doth praise. 
Thee, the holy church 
throughout the world doth confess: 
The Father of incomprehensible majesty: 
Thine honorable, true, and only Son, 
and the Holy Ghost the Paraclete --~ 
Thou, o Christ, art the King of glc:.._ 1  
Thou art the everlasting Son of the 
Father . 
Thou, having taken upon Thee to deliver 
man, 
didst not disdain the Virgin's womb. 
Thou, having overcome the sting of death, 
hast opened to believers the kingdom of 
heaven. 
Thou sittest at the right hand of God, 
in the glory of the Father. 
Thou, we believe, art the Judge to come. 
We beseech Thee, therefore, to help 
Thy servants, 
whom Thou hast redeemed with Thy 
precious blood. 
Make them to be numbered with Thy 
saints in glory everlasting. 
0 Lord, save Thy people, 
and bless Thine inheritance. 
And govern them, and exalt them for 
ever. 
Day by day we bless Thee. 
And we praise Thy name for ever; 
yea, for ever and ever. 
Vouchsafe, 0 Lord, this day, 
to keep us without sin. 
Have mercy on us, 0 Lord, 
have mercy on us. 
Let Thy mercy, 0 Lord, be upon us, 
as we have trusted in Thee. 
In Thee, 0 Lord, have I trusted: 
let me not be confounded for ever. 
Ralph Vaughan Williams 
Five Mystical Songs 
l. Easter 
Rise, heart; thy Lord is risen. Sing his praise without delays, 
Who takes thee by the hand, that thou likewise with him may'st rise: 
That, as his death calcined thee to dust, 
His life may make thee gold, and much more, Just. 
Awake, my lute, and struggle for thy part with all thy art. 
The cross taught all wood to resound his name who bore the same. 
His stretched sinews taught all strings, 
what key is best to celebrate this most high day. 
Consort both heart and lute, and twist a song pleasant and long: 
Or since all music is but three parts vied, and multiplied; 
0 let thy blessed Spirit bear a part, 
And make up our defects with fiis sweet art. 
2. J, ,.., t Me Flowers 
I g,,_ e flowers to strew thy way; 
I got me boughs off many a tree: 
But thou wast up by break of day, 
And broughtst fhy sweets along with thee. 
The Sun arising in the East, 
Though he give light, and the East perfume; 
If they should offer to contest 
With thy arising, they presume. 
Can there be any day but this, 
though many suns to shine endeavour? 
We count three hundred, but we miss: 
There is but one, and that one ever. 
3. Love Bade Me Welcome 
Love bade me welcome; yet my soul drew back, guilty of dust and sin. 
But quick-eyed Love, observing me grow slack fr9m my first entrance in, 
drew nearer to me, sweetly questioning, if I lackld any thing. 
A guest, I answer'd worthy to be here: Love said, you shall be he. 
I the unkind, ungrateful? Ah, my dear, I cannot look on thee. 
Love took my hand, and smiling did reply, who made the eyes but I? 
Truth, Lord, but I have marr'd them: let my shame go where it doth deserve. 
And know you not, says Love, who bore the blame? My dear, then I will serve. 
You must sit down, says Love, and taste my meat; so I did sit and eat. 
4. The Call 
Come, my Way, my Truth, my Life: 
Such a Way, as gives us breath: 
Such a Truth, as ends all strife: 
Sur· Life, as killeth death. 
Codie, my Light, my Feast, my Strength: 
Such a Light, as shows a feast: 
Such a Feast, as mends in length: 
Such a Strength, as makes his guest. 
Come, my Joy, my Love, my Heart: 
Such a Joy, as none can move: 
Such a Love, as none can part: 
Such a Heart, as joys in love. 
5. Antiphon 
Let all the world in every corner sing, my God and King. 
The heavens are not too high, His praise may thither fly: 
The earth is not too low, His praises there may grow. 
Let all the world in every corner sing, my God and King. 
The Church with Psalms must shout, no door can keep them out: 
But above all, the heart must bear the longest part. 
Let all the world in every corner sing, my God and King. 
PROGRAM NOTES 
Heinrich Isaac 
Missa in festo Omnium Sanctorum 
The accomplishments of Heinrich Isaac have existed in the considerable 
shadow of Josquin since the late fifteenth and early sixteenth centuries when 
both were active composers. The relative obsc'urity in which Isaac's 
compositions live is both undeserved and unfortunate. A great wealth of highly 
imaginitive and skilled compositions can be found in his output. 
Isaac grew up in the Netherlands and it was there that he studied the art 
of composition. This was a very fortunate circumstance since the Netherlands 
was the hotbed of composition in the contrapuntal style so popular at the time. 
However, his ability to weave this intricate counterpoint into other national 
styles of composition was perhaps his greatest asset. While in Florence 
composing for the court of Lorenzo the Magnificent, a member of the powerful 
Medici family, Isaac adopted the Italian manner of mass composition which 
relied heavily on borrowed material from foreign sources. This feature, along 
with unifying devices such as canon and motivic_ repetition, can be seen in masses 
composed at the time including the Missa Argenturn et aururn and the Missa 
Comment poit avoir joie. Later in his career Isaac was employed by the court of 
Maximilian I, an appointment that required a relocation to Germany. Here he 
learned the German alternatim style of mass composition featuring, as the 
name suggests, alternating sections of monophonic and polyphonic music. These 
masses relied heavily on plainchant for borrowed material, and Isaac 
skillfully knitted the chant melodies into the contrapuntal fabric as a way of 
creating unity. 
Settings of the proper of the mass, that is music set to the liturgical texts for 
a specific day in the church year, were especially popular in German countries 
during Isaac's residency there. In 1508 Isaac was commissioned to compose a 
cycle of mass propers for the Cathedral at Konstanz, the direct result of 1)-ch 
survives today as the second volume of the Chara/is Constantinus . This tHree 
volume set contains nearly one hundred mass settings, most of which are written 
for four voices. And it is from this set that the Missa in festo ornniurn sanctorurn 
comes. 
The Missa in festo omnium sanctorum displays many of the techniques 
commonly found in Isaac's style of German mass composition. Intricate 
counterpoint permeates almost the entire work, relieved only occasionally, 
though to great effect, by short sections of homophonic writing. Plainchant 
constitutes the basic compositional material of the piece. However, the source 
of the exact chant used by Isaac has never been found, making it impossible to 
trace its specific role. 
Formally, the entire mass is through-composed with each new section 
of text receiving a new musical treatment. These texts consist of the Introit, the 
Alleluia and verse, the Sequence and the Communion. As well as being a source 
of great music, the Choralis Constantinus contains many Sequence texts which 
cannot be found anywhere else. Isaac's musical treatment of the text, like ail 
mass composers of the time, does not display the kind of text painting one might 
find in a Madrigal from the same period. However, there are moments when 
Isaac clearly means for the music to reflect the meaning of the text. The opening 
line in the tenor part presents a good example of a melodic line that highlights 
( ·-1 ext. Accompanying the word Gaudeamus is a rising, stepwise melody 
~, _feing an entire octave. Isaac's musical language parallels the Latin and is 
repeated in succession by each voice. 
In this edition, which I have prepared, my aim was to make this music 
more accessible to amateur singers. Towards that aim I halved all the note 
values to give the score a more modem and recognizable look for singers 
inexperienced with older notation. I also changed time signatures where 
necessary and indicated time signatures where there were previously only 
mensuration signs. In addition, some corrections were required both in notation 
and text underlay. 
R. Murray Schafer 
Epitaph for Moonlight 
Born in 1933, R. Murray Schafer has become well known as a music educator 
in the United States and Europe as well as Canada. However, it wasn't until 
after losing an eye to glaucoma that he became seriously interested in music and 
education. In fact, he originally studied to be a graphic artist, a passion that 
still manifests itself in his scores. 
Schafer penned Epitaph for Moonlight as an ear training exercise for a 
youth choir in 1968. It has since become his most well known, and widely 
performed piece of choral music. He includes absolutely no written pitches in 
this work, which forces the singers to relate one pitch to another by intervallic 
relationship alone. Because the performers determine specifics of pitch and 
rhythm no two renderings of this work are exactly the same. The score features 
a graphic representation of the music rather than staves and notes. At times it 
resembles the subject of the text, in this case the moon and moonlight. 
The title Epitaph for Moonlight reflects the symbolic death of the mystery 
of moonlight following the U.S. space program's successful manned journey to 
· oon. In an attempt to capture this mystery Schafer asked some of his 
i . _ Cl.le school students to create new words that could be used as synonyms for 
moonlight. He then used these words in combination with tone and timbre as 
aural representations of moonlight. 
Franz Joseph Haydn 
Te Deum 
Between the years of 1796 and 1802 Franz Joseph Haydn composed six grand 
masses, all commissioned by Prince Nicolaus Esterhzy. It was during this 
flowering of choral music toward the end of his career that Haydn composed 
the Te Deum on a commission from the Empress Marie Therese. The similarities 
between this ten-minute work and the large-scale masses are readily apparent. 
Most obvious among these similarities is the scoring. For the much shorter Te 
Deum Haydn employed forces of imposing size for the time. The orchestra 
includes three trumpets, timpani, three trombones, two horns, a full complement 
of woodwinds, strings and SATB chorus. The choral writing is also on a majestic 
scale and includes a double fugue. 
Formally, Haydn relies on the sonata principle as the backbone of this 
work. A large, three-part structure supports the piece as a whole while the 
first large section is itself divided into three parts. In this first section Haydn 
begins in C major with an orchestral introduction. The flute, oboes, bassoons and 
violas play the me~odic material that w~l later be sung by the. c~orus in 1· J~n. 
Haydn borrows this melody from the Eighth Psalm-Tone; vanat10ns and !;1)' 
permutations of which appear throughout the piece. Aside from the Psalm-
Tone, Haydn employs a fanfare motive that conveys the majesty and joy of the 
text while at the same time creating a sense of unity within the piece. A drastic 
thinning of the texture accompanies a key change to G major. Here the fanfare 
motive comes to the foreground as if to announce the following text, "Sanctus, 
Sanctus, Sandus Dominus Deus Sabaoth." In fact, the fanfare motive occurs 
three times at this juncture, as does the word Sandus. This detail, along with 
the three part formal structures and numerous other phrasing elements that 
highlight the number three, indicate Haydn's interest in its Christian 
symbolism. A glorious return to the opening key and the opening musical 
material follows the contrasting section. Haydn builds intensity until the 
fanfare motive enters in the trumpets coming to a climax with a tutti fermata on 
the dominant. This marks the end of the first large section. 
In the middle section, beginning with the text "Tu ergo quaesumus," the 
chorus and orchestra literally beg for the Lord's help. Haydn achieves this 
effect in several ways. First, he switches modes from C major to C minor. Second, 
he slows the tempo and third, he employs a chromatic harmonic language that 
contrasts with the rest of the piece. 
The original key and tempo can only be held off for nine measures before an 
exflosive return at the text, "Aterna fac cum Sanctis tuis in gloria numerari." 
Al of the following material acts as a prelude to the crowning achievement of 
the work; the thirty measure double fugue. In the fugue one discovers another 
example of Haydn's interest in musical symbolism. As the chorus sings, "Non 
confundar in aeternum," the music becomes more and more confused. A sformndo 
entrance in the bass at the end of the fugue attempts to unify the forces, but the 
other voices can only manage to imitate them two beats later. Finally, after a 
few tries, the chorus is unified, but now they are "out of sync" with the 
orchestra. The action comes to a complet~ halt before a final attempt at \ 
clearing up the confusion. However, it isnlt until the fanfare motive returr. ,l x 
measures from the end that the chorus and orchestra all unite for a thrilling 
close to piece. 
Ralph Vaughan Williams 
Five Mystical Songs 
The 1911 Worcester Festival saw the premiere of Vaughan Williams' Five 
Mystical Songs, conducted by the composer. He had been working on these pieces 
off and on for five years before finally finishing them in 1911, one year after the 
premiere of his A Sea Symphony. These poems by George Herbert represent the 
first Christian texts set by Vaughan Williams in a major work. Vaughan 
Williams' musical settings represent a very personal reaction to these 
"mystical" texts. He believed that chant gave voice to the emotions created by 
mystical, Christian ideas, a belief clearly evidenced in this work. Chant-like 
melodic figures abound in the orchestral, solo and choral writing of the Five 
Mystical Songs. 
Easter divides into three sections with an underpinning triplet figure 
pulsing throughout. The opening section begins in Eb major and features both 
soloist and chorus accompanied by the orchestra. Herbert's text relates musical 
ideas to the events of Easter and in this first section the chorus echoes the words 
su; y the soloist. A key change to E minor marks the beginning of the second 
sech.., . The harp enters for the first time to highlight the text, "Awake, my 
lute," sung by the soloist. The chorus remains silent throughout the second 
section. However, its presence is made known immediately as the final section 
begins. Here the orchestral texture thickens, the key returns to Eb major and the 
chorus proclaims, "Consort both heart and lute," now echoed by the soloist. Not 
until the final line of Herbert's poem do the soloist and chorus sing as one. 
The influence of plainchant is clearly evident in the song I Got Me Flowers . 
Frequent meter changes obscure the downbeat while an abundance of melismatic 
figures add to the chant-like feel of the melodic material. Violins begin the 
piece in a block chord, but as the vocal line enters the harp and winds take over 
the accompanying material. As the soloist concludes, an oboe, accompanied by 
clarinets and bassoons, echoes the opening melodic material. The block chord 
returns to introduce the second line of poetry, which is now accompanied by 
harp and strings. The second line of poetry ends much the same as the first as 
Vaughan Williams prepares for a contrasting section. Once again he begins 
with a block chord in the strings, but the key has changed drastically from E-
flat minor to E major. The chorus now singing on a neutral syllable forms a halo 
of sound around the soloist. The song ends with a tutti passage to the text, 
"There is but one, and that one·ever." 
Number 3, Love Bade Me Welcome, was actually the last of this set to 
be written. A flowing and flexible eighth note accompanying figure in the 
strings pervades almost the entire piece. This figure is interrupted on three 
occasions by a solo clarinet, accompanied by bassoons, playing a descending 
melody reminiscent of the solo oboe melody from I Got Me Flowers. A key 
change, this time from E minor to E major, once again marks the beginning of a 
new section. It is here that Vaughan Williams makes his most direct reference 
to chant. The chorus sings the chant melody 0 Sacrum Convivium (0 sacred 
ba ~t) on the syllable "ah" while the soloist sings Herbert's text, "You must 
sit ~ J.tvn, says love, and taste my meat." 
The Call is the simplest song of this set in both form and texture. The 
accompaniment is strictly chordal and the chorus remains silent. Each line of 
text is set to the same melodic material containing a signature rising triad and 
melismatic passages. Vaughan Williams' modal harmonic language gives the 
sense that this newly composed song sounds, as Michael Kennedy in his book 
The Works of Ralph Vaughan Williams puts it, "as if it had always existed." 
The final song, entitled Antiphon, presents a stark contrast to The Call . 
Eighth note motion is present almost continuously in the orchestra interrupted 
most notably by the text "My God and King." The text is set for chorus only with 
alternating sections of four part writing and duets. A short, contrasting section 
scored only for strings and chorus, bisects the movement. 
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Daniel Boucher 
Trombone 
Michael Carroll 
Christopher Plummer 
George Bent 
Tuba 
Stephen Dombrowski 
Timpani 
Benjamin Paysen 
Harf 
Arie Gabriel 
Organ 
Susan Rogers 
Boston University Repertory Chorus 
SOPRANO 
Uzoamaka N. Aduba, Medfield, MA, SFA 
Lauren Athey, Mt . Royal, NJ, SFA 
Lauren Brownstein, Philadelphia, PA, SFA 
Rachel Cetel, Cherry Hill, NJ, SF A 
Sarah Deveau, Cambridge, MA, SFA 
Natalia Douris, Red Hook, NY, SF A 
Lindsey Elmore, Southbury, CT, SF A 
Nisha Engineer, San Carlos, CA, CAS 
Lisa Flanagan, Ossining, NY, SF A 
Sejin Han, Berkeley, CA, SF A 
Jodi Hann, Monongahela, PA, SFA 
Marissa Katz, Baldwin, NY, SF A 
Beth Kinzer, Minneapolis, MN, SF A 
Rachel T !chance, Gorham, ME, SF A 
Kenci ma, SFA 
Briann... utfy, Milford, MA, CAS 
Elizabeth McBride, Rochester, NY, SF A 
Alexis Munier, San Francisco, CA, SFA 
Meredith Parrish, Raleigh, NC, SFA 
Katharine Quinn, Long Beach, CA, SF A 
Blaire Reinhard, Morris Plains, NJ, SFA 
Kristen Reinhardt, Sharon, CT, SFA 
Symeon Rom-Rymer, Chicago, IL, SF A 
Alaina Tutrone, Lindenhurst, NY , SF A 
Katherine Womer Benjamin, Aurora, OH, SFA 
Joyce Wong, Hong Kong, SFA 
ALTO 
Marla Anne Bennard, Atlantic City, NJ, COM 
Leta Wing Sum, Chan, Alameda, CA, SF A 
Courtney Elf, Allston, MA, SF A 
Kristin Ezell, Harlingen, TX, SF A 
Trisha Fields, El Paso, TX, SAR 
Morgaen M. Hansen, Latham, NY, CAS 
Heidi Haupt, Highland Lakes, NJ, SFA 
Yumi Lee, Kwang-Ju, Korea, SFA · 
Michelle Pisa, Tyler,TX, SFA 
Michelle Register, Lansdale, PA, COM 
Rachel J. Samet, Brighton, MA, SFA 
Rebecca Sansom, Huntington Beach, CA, CAS 
Caroline Stuva, New Hope, MN, SF A 
Kimberly Whitehead, Merrimakc, NH, SFA 
TENOR 
David Bailey, North Reading, MA, SF A 
Martin Benvenuto, Buenos Aires, SFA 
Alexander Boyer, Port Washington , NY, SFA 
Matthew Campbell, Shelby, NC, SFA 
Drew Collins, St. Paul, MN, SFA 
Terry W. Doe, Bronx, NY, SFA 
Kevin Leong, Huntingdon Valley, PA, SFA 
Will Shaw, West Babylon, NY, ENG 
Kanade Soraci, Lexington, MA, SF A 
Edward Curtis Williams, New York, NY, SFA 
Leland Wiltamuth, Northport, NY, SFA 
BASS 
Mark Bartley, Port Arthur, TX, SFA 
Eric Bisceglia, Groton, MA, SF A 
Sean Landers, Succasunna, NJ, SF A 
Chad Leahy, South Hadley, MA, SFA/CAS 
Kris Moon, Shawnee, KS, SFA 
Robert Morrison, Guilford, CT, CAS 
Thompson R. Patton, Duarte, CA, CAS 
James Radford, Newton, MA, SFA 
Keith Townsend, Atlanta, GA, SF A 
Samuel Tucker, Clinton, CT, SFA 
Jonathan VanderWoude, Swanzey, NH, SFA 
Dean Wedel, Winnipeg, Canada, SFA 
Stephen M. Weiss, Bethlehem, PA, CAS 
Francis Yun, Bayside, NY, SFA 
October 25 
8:00 p.m. 
October 26 
8:00 p.m. 
October 27 
8:00 p.m. 
October 30 
8:00 p.m. 
UPCOMING EVENTS 
ALEA III 
Theodore Antoniou, music director 
The Tsai Performance Center 
685 Commonwealth Avenue 
Boston University Symphony Orchestra 
David Hoose, conductor 
Karyl Ryczek, soprano 
The Tsai Performance Center 
685 Commonwealth A venue 
Boston University Chamber Orchestra 
Akiko Fujimoto & Michalis Economou, conductor 
Yuri & Dana Mazurkevich, violin 
The Tsai Performance Center 
685 Commonwealth Avenue 
Muir String Quartet with Michele Levin, piano 
The Tsai Performance Center 
685 Commonwealth Avenue 
Contributors to the School for the Arts Music Programs 
Contributors to the Music Programs belong to a special group of people responsible 
for the support of educational activities, events, programs, performances and many 
other departmental needs. 
200,000 +· 
Surdna Foundation, Inc. 
100,000 + 
Henrietta DeBenedictus 
50,000 + 
G. C. Andersen Family Foundation 
The Blount Foundation, Inc. 
The Clowes Fund 
Mr. and Mrs. Richard I. Hay 
in memory of Timothy Edwin Hay 
10,000 + 
Mr. '<frd Avedisian 
Dr. . )'I.rs. Robert E. Dressler 
Fidelny Investments 
Esther B. Kahn Charitable Income Trust 
Marjorie McDonald, M.D. 
Helen Salem Philbrook 
Virginia E. Withey 
Avedis Zildjian Company 
5,000 + 
Mr. and Mrs. Alan Broder 
The Canadian Club of Boston 
Ann and Gordon Getty Foundation 
Mr. Mark Kroll 
Renaissance Musical Arts, Ltd. 
Estate of Arthur L. Thayer 
WBUR 
Zale-Delaware, Inc. 
Mrs. Marthanne Verbit 
1,000 + 
Alabama School of Fine Arts Foundation 
Berkshire Taconic Community Foundation, Inc. 
Mr. and Mrs. Eugene L. Brown 
Cagg Foundation 
Dorothy D. Cameron 
Lucile L. Dahlstrom 
Dean S. Edmunds Foundation 
Estate of Charles E. Emerson Trust 
Janet C. Fisher 
Carol Gebhardt 
Ann and Gordon Getty Foundation 
Charlotte Goodwyn 
High Meadow Foundation 
Phy JI ' - 1 hady Hoffman 
Edv Laird 
The h._ in & Eleanor Goodman Foundation 
Montgomery Symphony Association 
1,000 + continued 
Albert Spalding Historical Society 
State Street Research 
Helen J. Steineker 
Carl H. Stiehl 
Phoenix Symphony Guild 
lJX Foundation 
Bob and Anne Woolf Charitable Foundation 
in memory of Dr. Alan Mark Roberts 
500 + 
Alexander Bernstein 
Phyllis Curtin 
Susan Grausman 
FTP Travel Management Group 
Valerie A. Hyman 
Ann Howard Jones 
Turi and Bruce MacCombie 
Estate of John E. Moran 
Osia Charitable and Educational Trust 
Beatrice S. Rose 
Catherine L. Stein 
Dr. Rosa Stolz 
Carolyn Stoessinger 
Union Oyster House, Inc. 
250 + 
Estate of Constantin Alajalov 
Allen Organ Company 
Bank Boston Corporation Charitable Foundation 
Beth S. Chen Buslow 
Ms. Anne Germanacos 
Nomi P. Ghez Foundation 
Ms. Mary T. Newport 
Concert Society of West Stockbridge 
Custom Transportation Services, Inc. 
Edna L. Davis 
Trinity Church 
Joy L. Derry 
Ann B. Dickson 
East Cambridge Piano 
Carolyn B. Fowels 
James P. Galas, PhD 
Nancy Marsh Hartman 
Mr. J. L. Horner 
Kirkland Construction Co. 
Herbert F. Levy 
Merle Louise Mather 
Charles Stakely Jr. 
Ella Reiss Urdang 
Waste Solutions, Inc. 
Boston University School for the Arts 
Advisory Board 
Jason Alexander 
Saul B. Cohen 
Edwin G. Fischer 
Judith M. Flynn 
Nancy Reis Joaquim 
Esther B. Kahn 
Michael Melody 
Stephen M. Mindich 
Ronald Sampson 
Anne-Marie Soulliere 
Ralph Verni 
Administration 
Phyllis Hoffman, Director, Music Division 
Eve Muson, Assistant Director, Theatre Arts Division 
Roger Meeker, Associate Director for Design and 
Technical Production, Theatre Arts Division 
Alston Purvis, Director Ad Interim, Visual Arts Division 
Walt Meissner, Associate Dean, Administrative Affairs 
Patricia Mitro, Assistant Dean, Enrollment Services 
Judith Sandler, Director of Public Relations 
Karla Cinquanta, Alumni Officer 
Jennifer Shepard, Director of Development 
General Information: 
Public Relations Office: 
Development Office: 
Alumni Relations Office: 
SFA Events Information Line: 
(617) 353-3350 
(617) 353-3345 
(617) 353-3345 
(617) 353-3345 
(617) 353-3349 
* * * * * * * * * * * * * * * * * 
You can help support these talented young artists by joining the 
Friends of Music at the School for the Arts. For infonnation, please 
contact Jennifer Shepard, Director of Development, Boston Universit11 
School for the Arts, 855 Commonwealth Avenue, Boston, MA 02215 ( 
call 617/353-7293. 
